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INTRODUCTION

In mid-February 2025, partners and artists gathered in Copenhagen for a short week to exchange
artistic experiences, plans and ideas on how the further artistic and creative process in the Future
Narratives project can be realized and unfold within the project's framework.

Under the title THE COPENHAGEN ART WEEK, the days and the program were organized by the
Danish partner, who also provided the venue for the activities. The setting was the spacious and
well-appointed locations in the Development Platform for Performing Arts, where the Danish artis-
tic director, Nana Lind, is based on a daily basis.

Prior to the Copenhagen Art Week, a longer period had passed in the autumn and winter of 2024,
during which all partners in the Future Narratives for Planet Earth project conducted Open Calls
with the aim of collecting offers and proposals for scripts for use in the project's artistic focus,
namely the production and presentation of theatre plays and performances in the latter half of
the project period.

The Open Call phase and the process of selecting submitted proposals have proceeded differently
from partner organization to partner organization. This is a natural reflection of the diversity that
characterizes the partnership in the Future Narratives for Planet Earth project. The partners thus
range from theatres with established theatre stages to cultural institutions and independent per-
forming artists. In line with the diversity, the Open Call phase has also been organized in accord-
ance with the local framework condi-
tions and time horizons for the further
creative process.

The Copenhagen Art Week, however,
was the gathering point where partners,
playwrights and artists were brought to-
gether to exchange vivid images of the
diversity of performative traditions and
priorities for mutual artistic inspiration
and learning processes as well as shared
artistic experiences on the Copenhagen
scene.

The following sections provide a brief
and kaleidoscopic overview of the over-
all activity.
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THE ART PRESENTATION PROGRAM FOR THE
COPENHAGEN ART WEEK

The aim of the Copenhagen Art Week was to give participants the opportunity to interduce and
present the local plans for the upcoming performances under the auspices of the project, as
well as the artistic considerations and processes that partners and artists had each brought into
play in the run-up to the week in Copenhagen. The aim was also for partners and artists to give
each other feedback on the ongoing artistic processes in each partner country.

Against this background, the program was structured around a tight schedule that gave play-
wrights and artistic participants ample time for presentations and feedback within the overall
timeframe starting on Tuesday and ending on Saturday. The week was thus divided into 7 ART
PRESENTATIONS:

Tuesday
Morning:
ePartner meeting

Wednesday
Morning:
*ART1 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

Thursday
Morning:
*ART3 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

Friday
Morning:
*ART5 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

eArtist Talk by artist
Julienne Doko about
the independent

Danish theatre stage

Saturday
Morning:
*ART7 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

Afternoon:
ePartner meeting

ePartners and Artists
revisiting the Mani-
festo

Afternoon:
*ART2 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

Afternoon:
*ART4 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

Afternoon:
*ART6 Presentation

eFeedback Facilita-
tion by another part-
ner/artist from the
feedback structure

Afternoon:
eSummary of Mani-
festo feedback

eSummary of next
steps

*Round table evalua-
tion of the Copenha-
gen Art Week

Evening:
eSocial dinner

Evening:
*Royal Danish Thea-
tre: Guided Toour

eRoyal Danish Thea-
tre: Peer Gynt

e The Danish Film In-
stitute: film with
Donna Haraway

Evening:
®oNo common pro-
gram

Evening:

eThe Dance Perfor-
mance: the way we
were by Julienne
Doko, Teater
Far302




RE
Co-funded by P
the European Union -+ ‘!_’_|
= Bl
2 5
(R ke
e ¢ e

THE FEEDBACK METHODOLOGY

For the feedback structure and process, participants used the so-called DASARTS model, following
the recommendation of the Dutch and Belgian partners. The original source is Liz Lerman, an
American choreographer. She calls the model the “Critical Feedback Response”, which is also the
name the model is widely known for. Liz Lerman developed this model because she was con-
cerned that artistic feedback often degenerates into focusing more on the experiences and fads of
those who provide criticism than on those who have presented their ideas for feedback. hobby
horses of those giving feedback.

As a counterbalance to this, the model is based on an approach that can counteract general value
judgments, however, allows the audience to initially express themselves about their personal and
immediate reactions and experience of the presented text: what worked for me. The idea is that
the focus is on the subjective experience rather than on the evaluative and value-based one in re-
lation to the text.

After an introduction to the model from the Dutch and Belgian partners, the model was used in
the Copenhagen Art Week in such a way that the partners took turns taking on the role of media-
tors for the feedback process, thereby giving several partners the opportunity to test the model in
practice.

THE DASARTS MODEL FOR FEEDBACK

1. Present (or read aloud) the writer's plan

2. Group respons: What worked for me... / Ask the group (other participants and

us), "What works?" The writer does not participate but listens.

3. Open questions from the group (who, what, where) - writer can answer but
doesn't have to, as much may still not be fixed yet

4. Final word for the writer

THE ART PRESENTATIONS

The week's presentations followed the following plan:

ART1 PRESENTATION
Artistic presentation: Belgium / Het nieuwstedelijk vzw
Mediation of feedback: Netherlands / Theater Bellevue

ART2 PRESENTATION
Artistic presentation: Denmark / mhtconsult
Mediation of feedback:  Austria /uNIT
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ART3 PRESENTATION
Artistic organisation: Kosovo / QENDRA E ARTEVE VIZUELE MULTIMEDIA
Mediation of feedback: Belgium / Het nieuwstedelijk vzw

ART4 PRESENTATION
Artistic organisation: Netherlands / Theater Bellevue
Mediation of feedback: Belgium / Het nieuwstedelijk vzw

ARTS5 PRESENTATION
Artistic organisation: Ukraine / NAFTA
Mediation of feedback: Kosovo / QENDRA E ARTEVE VIZUELE MULTIMEDIA

ART6 PRESENTATION
Artistic organisation: Germany / Hessisches Landestheater Marburg
Mediation of feedback: Denmark / mhtconsult

ART7 PRESENTATION
Artistic organisation: Austria / uNIT
Mediation of feedback: Germany / Hessisches Landestheater Marburg

ART1 PRESENTATION BY BELGIUM / HET NIEUWSTEDELUK VZW
PLAYWRIGHT: FEMKE VAN DER STEEN

MOUNT YOUR CROSS AND CLOSE YOUR MOUTH

A play that plays with the dark side of ecology through different narrative dimensions and topics
such as: free will, collectivity, destructiveness, selfishness and agency, in which it is not clear who
or what is the good guy or the bad guy and in which the spirit/human/conscious learns to deal
with its death.

In MOUNT YOUR CROSS AND CLOSE YOUR MOUTH, different stories/story levels are woven to-
gether; A la The Carrier Bag Theory of Fiction by Ursula le Guin. The arc of tension falls and rises at
different times and will lie in unexpected twists and anticlimaxes rather than classical storytelling
techniques or structures. In this threadment (pun intended) | explain the different layers and the
direction they will take, however, because they have yet to be woven together this is not a chron-
ological summary.

The play plays with "the writer" who might as well be God or Mother Nature: not only does the
actor claim to be merely the speaker, the vehicle through which this entity speaks and moves, but
also the audience is by this gigantic force. The audience is occasionally plucked from the fiction,
reminded that it is a body has, where it is located and, most importantly, where it is not located.
Choices are offered to the audience that turn out not to be choices (e.g., at one point the speaker
gives two possible endings for one of the stories of which the audience is may choose which one it
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hears, however, the outcome turns out to the same). Their expectations and the writer's predic-
tions are played with.

ART2 PRESENTATION BY DENMARK / MHTCONSULT
PLAYWRIGHT: NANA LIND

WORKING TITLE: THE HUMAN GAZE & THE 6/9 PROBLEM - A MYTHICAL MUSIC PERFORMANCE
In order to work with future narratives, “The Human Gaze & The 6/9 Problem” draws on the myths
of the past to tell the tale of the present. Though heavily inspired by a mythical and magical
universe, the theatre performance addresses the Now. Thus, we find ourselves in a vacuum both in
and out of current time where myths, past, present and future are cyclical and interconnected. In
short, the genre can be defined as Magic Realism.

The main myth, which is also both a dramaturgical tool and scenographic key element, is The Tree
of Life, The World Tree, Yggdrasil. The archetypical tree can be found all the way back to Ancient
Mesopotamia, and through its multiple representations there are more common denominators of
its function and role than there are differences. This tale will draw predominately on the Norse
Mythology’s version, Yggdrasil, the mighty Ash Tree. According to Norse Mythology, Yggdrasil exists
in the center of the nine realms interconnecting each one to the others. In most versions, the
tree(s) is also the symbol of the interconnectedness of all living things, the Cosmic Center and a
point of connection between the earthly and divine realms. If the tree(s) exits, so does the well-
being and existence of the Cosmos — and thus Earth and Us. The myth also claims that Yggdrasil is
destined to fall in the flames of Ragnarok leaving the World in Chaos and Endings. But only to
emerge anew rising from the ocean, signifying the potential for rebirth and the continuation of the
Cosmic Cycle. Science backs this cyclicality of Earth’s progression and interconnects myths and sci-
ence as well...

Small but relevant sidenote. Being the series of events in Norse Mythology that lead to the end of
the world, Ragnarok plays a significant role as an analogy too for the present time. Though this is
(probably) not elaborated further in the theatre performance, the Nordic word "Ragnargkr" consist
of two of syllables; ragna which means “ruling powers” and rgkr which means “cause, trajectory,
fate, conviction, relationship and ending”. Normally, Ragnarok is translated into “the fate or
judgment of the ruling powers”, and it is in these two meanings — series of events before the end-
ing plus fate/judgement of the ruling powers — this myth plays its important part.

In the Now of the theatre performance (and in the Now of our reality one might ad...), Ragnarok
has entered our world, Yggdrasil is at the end of its current cycle burning in flames and about to
destruct bringing all into chaos. The theatrical tale tells the tale of how Yggdrasil got to this point in
this specific cycle, that is our reality, bringing the Myth into the Now. It shows the impact of human
behavior on the climate enforcing the imbalance (or Climate Change...) leading to catastrophe. To
sum up the analogies; mythical imbalance = human activity which causes Climate Change.
Ragnarok = Climate Change Catastrophe leading to the end of the world. What Ragnarok will look
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like in the Now, is yet to be fully experienced. So is the birth of the next circle, but right in that
salient point between destruction and resurrection is where Hope could hopefully be (re)found
and future narratives could actually be (re)written.

In order to work with future narratives, “The Human Gaze & The 6/9 Problem” draws on the myths
of the past to tell the tale of the present. Though heavily inspired by a mythical and magical
universe, the theatre performance addresses the Now. Thus, we find ourselves in a vacuum both in
and out of current time where myths, past, present and future are cyclical and interconnected. In
short, the genre can be defined as Magic Realism.

The main myth, which is also both a dramaturgical tool and scenographic key element, is The Tree
of Life, The World Tree, Yggdrasil. The archetypical tree can be found all the way back to Ancient
Mesopotamia, and through its multiple representations there are more common denominators of
its function and role than there are differences. This tale will draw predominately on the Norse
Mythology’s version, Yggdrasil, the mighty Ash Tree. According to Norse Mythology, Yggdrasil exists
in the center of the nine realms interconnecting each one to the others. In most versions, the
tree(s) is also the symbol of the interconnectedness of all living things, the Cosmic Center and a
point of connection between the earthly and divine realms. If the tree(s) exits, so does the well-
being and existence of the Cosmos — and thus Earth and Us. The myth also claims that Yggdrasil is
destined to fall in the flames of Ragnarok leaving the World in Chaos and Endings. But only to
emerge anew rising from the ocean, signifying the potential for rebirth and the continuation of the
Cosmic Cycle.

Thematical investigation: Major & Minor topics

As a dramaturgical tool, the tree(s) will help tell a non-linearly tale. For each aspect of the Climate
Change Crisis, a branch will grow out of the trunk of tree(s) elaborating on a minor topic, showing
not telling how it’s interconnected to the other minor-topic-branches through the tree(s). Also
showing how they affect the tree(s) causing rotten roots and imbalance. And eventually Ragnarok
and the end of the world. Through both the roots and branches of the tree(s), the interconnected-
ness of human, all living beings, countries and nature is also clarified, exposing a big hint of how
humans could get re-connected. Inspired by MacBeth, who’s dictatorship and rotten behavior re-
flects in his lands that becomes barren and desolate, this happens too in “The Human Gaze & The
6/9 Problem”, where the humans discover that they are very concretely interconnected with the
tree(s). In fact, they are the tree(s) and thus also both Nature and Fate. In the light of the “Repeat
or Evolve” lessons, this fact also implies that change is a state of mind carried out through actions,
and hence hope is ultimately a choice.

ART3 PRESENTATION BY KOSOVO / QENDRA E ARTEVE VIZUELE MULTIMEDIA
PLAYWRIGHT: JETON NEZIRAJ

FIFTH SEASON

In a city where the skyline rises without pause and shadows of corruption stretch longer than its
boulevards, the silence around the murder of architect Rexhep Luci still echoes. This performance
emerges from that silence. The Fifth Season: On Concrete and Memory is not merely a story—it is
a ritual of remembrance, resistance, and reckoning.
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Shortly after the war in Kosovo, Luci—an urban planner and municipal architect— took on the im-
possible task of restoring order in the ruins of a lawless Pristina. He tried to halt illegal construction
and enforce urban regulations. He paid for that resistance with his life. In 2000, at the entrance of
his apartment building, Luci was murdered in what remains one of the most haunting, unresolved
assassinations of post-war Kosovo.

Today, his story has faded behind the dust of rapid development. This performance is a call to re-
cover that story—not as a eulogy, but as a mirror held up to a city that continues to grow without
care, direction, or memory. Created with five actors, a choreographer, and a videographer, The
Fifth Season blends documentary material, poetic dramatization, movement, and archival frag-
ments to expose the forces that killed Luci—and continue to shape the city he died for.

The performance takes the form of five acts—each a “season” in the metaphorical life of the city.
These acts chart the personal, political, and environmental degradation of Pristina, alongside the
moral collapse of its institutions. Inspired by a scene in Jeton Neziraj’s Armiku i Popullit, where the
characters dream of a “fifth season,” this structure proposes a temporal space that does not yet
exist. A future still to be imagined.

ART4 PRESENTATION BY NETHERLANDS / THEATER BELLEVUE
PLAYWRIGHT: ESPEN HJORT

LANDSCHAP MET RADIOACTIEVE HONDEN — LANDSCAPE MEETS RADIOACTIVE DOGS

Artistic Intent & Themes For the past 7-8 years, the playwright’s work has focused on ecology, hu-
man beings, and nature. This play continues that exploration, exploring how theatre can say some-
thing meaningful about our changing relationship and understanding of nature. Ecology is deeply
connected to identity and feelings of justice. The core themes include:

@ Justice in an Ecological Context: How do we reconcile injustices towards nature, both in the past
and the future? Can we accept that there are no simple answers? How do we give nature and ani-
mals rights within the formal setting of the court?

e Care as Both Healing and Punishment: To acknowledge suffering is to share in it, which provides
both solace and accountability.

e Myth and Reality Intertwined: The presence of mythical figures like Athena emphasizes the
timelessness of these questions. And highlight the influence of small and everyday actions on
higher powers.

e Transmutation: The story itself changes and repeats until an act of care breaks the cycle. Drama-
turgy & Structure

The performance, Landscape with Radioactive Dogs, is inspired by family history of the playwright,
of whom a family member participated in medical research in the 1950s. This research exposed
dogs to radiation, a pivotal moment in radiation history, during a time of widespread fear about
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atomic bombs. While the research was significant, the dogs suffered under the exposure. Themati-
cally, this play explores the question: “Where are the dogs now?” Though the dogs did not survive,

the playwright’s fascination lies in the idea that their story is not truly over because it was never
put to rest. The dogs are still out there, metaphorically roaming the world seeking justice.

Dramaturgy & Structure
The dramaturgy is inspired by the concept of transmutation, with the same
events repeating three times in:

® 1968 — The scientific experiments.
® 1996 — The year of the playwright’s birth.
® 2024 — The year the play is written.

The stage is set in a laboratory in the United States where a young Norwegian scientist arrives and
encounters an entire ecosystem of people. During a summer party, a dog escapes, participating in
the party in a dreamlike state before transforming and leaving. The progression of time is paused
until someone takes the dog on their lap and cares for it.

ART5 PRESENTATION BY UKRAINE / NAFTA
PLAYWRIGHT: LYUBA ILNYTSKA

CYBORG ORGY - THE LAST SHOW OF THE ANTHROPOCENE

When weapons pierce equally through the concrete of buildings, the stems of plants, the flesh of
animals and humans; when the metals and sulfur from rockets flying above us and exploding
nearby infiltrate the soil, bones, water, and blood — are we capable of noticing the others, the
non-humans, who suffer destruction just the same as we do? The immeasurable, quite literally,
losses of nameless creatures, organisms, and ecosystems continue every day, remaining unpun-
ished. And honestly, we do not know what to do about it. So we do what we know — we go on
stage with a theatrical show to name the crimes, mourn their victims, and bear witness to a disas-
ter that is growing and demands our response.

The large-scale and long-term damage that Russia inflicts on Ukraine’s environment through its
military actions — such as the destruction of the Kakhovka Hydroelectric Dam in 2023 — is an act
of ecocide that demands exposure. By performing war stories that include non-human agents, we
expand the understanding of post-war justice, its temporality, and its potential to embrace
more-than-human worlds. We will not be able to achieve complete justice or fully restore what
has been destroyed, but we can build networks of support and restore our relationships with the
environments around us.

In her famous “A Cyborg Manifesto”, a feminist scholar and cultural critic Donna Haraway de-
scribes modern war as a "cyborg orgy." Within the space of war, we witness how rapidly the




<URE
Q‘)

Mo

Co-funded by
the European Union

9A1vS

o

~

2, =
o ew(x

environment transforms into a hybrid of machines and living organisms. In our own biotope, we
already coexist closely with military technologies—weapons, programs, codes. A shared threat
draws us closer to animals and exposes our interdependence. The image of the cyborg that we
borrow from Haraway is a cybernetic organism, a hybrid that exists within a dual natural-artificial
world, a creature of social reality as well as a creature of fiction. It reflects both our social and bod-
ily reality and serves as a resource of imagination — one rich in generative connections, which we
now need more than ever for our collective survival.

ART6 PRESENTATION BY GERMANY / HESSISCHES LANDESTHEATER MARBURG
PLAYWRIGHT: ARAD DABIRI

KAPUTT! / BROKEN! (TO MAKE OR TO BE?)

The play will be staged at the Hessisches Landestheater Marburg, in Marburg, Germany and it will
premiere in April 2026. The central topics of the play are atmosphere of fear in the society, revolu-
tion, decline, construction, violence against nature, racism, classism, capitalism, and existential
threats. The structure of the play is as follows: it can be considered a long poem in which a voice
speaks and confronts a choir.

The play consists of three acts. There is no linear narration. The play can be shown for spectators
from the age of 12 years and onwards. The language of the play is German (for the most part),
some expressions in English are also used. The character called PRUNK! which can be considered
as a choir played by multiple performers. It can be variable in number, the more the better. It can
be perceived as a mythological deity. The character called PUNK! could be considered as a single
voice, a single body which can be described as determined, playful and combative. The play takes
place in place which is described to be a sort of a palace. In the palace, there is a balcony that of-
fers a view of the decaying Garden of Eden. It can be described that the play takes place in con-
temporary times. However, it is not bound to a particular time or an era. The play deals with the
notion of deconstruction and envisions the possible future which might be planted within the pro-
cess. The planned length of the play is from 40 to 60 pages. The play will be ready at the end of
May 2025.

ART7 PRESENTATION BY AUSTRIA / UNIT
PLAYWRIGHT: LISA HORVATH

ZOE - AN IMMERSIVE SCIENCE FICTION POEM IN THE POST-ANTHROPOCENE

ZOE is an immersive science-fiction music performance that employs speculative fabulation, elec-
tronic music, voice, body, and an interactive, spatial scenography to envision a possible future in
the Post-Anthropocene. The audience travels to a future version of our planet, encountering ZOE, a
futuristic landscape characterized by the fusion of organic and digital life forms. In this fictional fu-
ture, artificial intelligence has become an integral part of the planet's organic processes and life

10
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forms, advancing to a level where it functions as a translator between non-human and human enti-
ties. This fictional hybrid organism bears the name ZOE, inspired by Rosi Braidotti’s concept of life
that challenges binary distinctions such as human and animal, culture and nature, as well as living
and non-living matter. As in Braidotti’s work, technology in the performance ZOE becomes a trans-
formative force, permeating and reshaping life. It acts as a mediator and catalyst for hybrid
existences that incorporate both human and non-human aspects, bridging the boundaries be-
tween human and machine, organic and inorganic. It becomes an agent in shaping a new under-
standing of life that transcends anthropocentric perspectives and promotes a polyvocal, multi-per-
spective, non-hierarchical worldview.

In the first, installation-like part of the evening, the audience can freely move through the space
and experience the landscape as expedition participants. Various sound and text sources, as well
as material elements and projections, allow the organism ZOE to speak for itself. In the second
part, with the awakening of the cyborgs, visitors settle amidst the scenography, and the performa-
tive section of the evening begins.

ART7 PRESENTATION BY AUSTRIA / UNIT
PLAYWRIGHT: JOHANNES HOFFMANN

»UGLY TENNIS“ - PRELIMINARY CONCEPT

“(...) New developments in ecology, by introducing interspecies interactions and histories of dis-
turbance, make an entirely different way of thinking possible. In this era of diminished expecta-
tions, | seek disturbance-based ecologies, where multiple species coexist—without harmony, but
also without conquest. (...)"

Kim and Mika are best friends and spend most of their time together on the tennis court, perfect-
ing their tennis skills and improving their aesthetic tennis game. Their social circle does and feels
the same way. It's literally a world that seems to consist only of tennis courts. In this tennis world,
everything else is subordinated to the trendy sport of tennis, to the aesthetics of tennis, to amuse-
ment and, in particular, to fashionable chic. Creamy white is definitely the colour and terrycloth
the fabric of the season!

Life on the tennis court is aesthetically pleasing, disciplined, well organized, morally upright, classy,
fancy and smart. But of course, it's also a very competitive world - the daily training routine on aes-
thetic tennis also includes practising a good character and cultivating an elegant, winning appear-
ance. Who has the best performance, the best aesthetic skills, the best self-improvement — who
has what it takes to be a star. But just as the latest tennis-fashion-trends spread from tennis-

court to tennis-court, rumours are also doing their rounds in this tennis-bubble.

Rumours of bad weather, straying pets, sometimes even from fleeing people. But these are news

from the edges, rumours from the outer tennis courts — rumours that only seep into Mika and
Kim's world from time to time. Everyday life on the tennis-court still seems stable.

11
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However, this is gradually changing. Something has spread unnoticed in the smart world of the
tennis court and is now becoming increasingly invasive and highly visible: It starts with annoying
swarms of mosquitoes buzzing in the floodlight, then strange insects enter the court and crawl
across the pitch, and above all, an invasive mushroom mycelium is growing and spreading under

the artificial turf and Mika suddenly develops a rash, an allergic reaction on the skin, initially only
in a small area, then all over Mikas body.

12
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THE COMMON EVENTS OF THE COPENHAGEN ART WEEK

THE REVISITING OF THE FUTURE NARRATIVES MANIFESTO

The Copenhagen Art Week kicked off with an introductory meeting with representatives from
the partner organisations. Later on the first day, the playwrights and other artists, who were
invited to participate in all program points throughout the week, arrived.

After a joint presentation round, the assembly moved on to discuss the latest draft of the Fu-
ture Narratives Manifesto, which had been circulated prior to the Copenhagen Art Week. This
discussion was based on the figure below of the manifesto’s most important content points:

As can be seen from the figure, the Future Narratives for the Tentacular Theatre has made it
the focal point of the manifesto. This means that the Future Narratives partners, in agreement
with the source of inspiration Donna Haraway, view the theatre and performing arts as a kind
of network that, like tentacles, aims to present relational connections and connections be-
tween humans and nature across time and place - in contrast to a more linear form of repre-
sentation that is generally based on a subordination relationship between humans and nature
as well as societal hierarchies and forms of social subordination.

13
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AN
INTERCOMNMNECTED
AND SUSTAINABLE ANON-IMPERIALISTIC AND ANTI-
GATE ON THE CAPITALISTIC OACH TO
HUMAMN-MATURE PRODUCTION AND COMSUMPTION 1N
RELATIONSHIP SOCIETY AND STAGE -

FUTURE

AN NON-LINEAR AN EQUAL AND
AND MLULTIMODAL NARRATIVES APFRECIATIVE GAZE

GAZE DN SOCIALLY d FOR THE OM DIVERSE
G AG ORIGINS, CULTURES
SRS TENTACULAR AND EXPERIENCE

THEATRE

A DIALDGICAL, RESPONSIVE AND AM AESTHETIC, A POLITICAL APPROACH AND
PETALIMNGLI C APPROACH TO MULTIWVOICED AMD MINDSET IN PERFORMIMNG AMD
COMMUNICATION AND MON-HIERARCHICAL COMMUNICATING VALUES OF HUMAN
. PEREORMANCE GAZE OM . DECENLY ANDMUTUAL CARE o
LAMGLAGE AMD
PERFORMANCE

From this pivot point, the Future Narratives Manifesto focuses on different approaches, where
climate sustainability and the interconnectedness between human and nature constitute a par-
ticularly prominent gaze in the project. Other gazes concern the non-linear and multi-modal
approaches to theatre and performing arts, while the aesthetic gaze as well as the diversity and
equality gaze are also supplementary approaches in the project's overall framework.

The joint discussion on the basis of the manifesto was, however, widespread and had its clear
main emphasis on the different worlds of experience among partners and artists from country
to country. It also included a long series of reflections on what it means to work artistically in a
social and climate-oriented perspective within financial framework conditions making it neces-
sary to navigate between grant opportunities, commercial expectations and ideal demands to
assert the necessity and uncompromising nature of art.

THE COMMON ARTISTIC EVENTS

An important point on the program for the Copenhagen Art Week were the joint excursions to
the Copenhagen theatre scene and current theatre events. The week's host, mhtconsult, had
prepared a catalog of possible events in advance of the Copenhagen Art Week, which was dis-
tinguished by the fact that the audience did not necessarily need to know the Danish language.

Thus, proposals were made for performances, which were in various ways characterised by a
multi-modal approach combining dance, song, music and, to a more limited extent, spoken
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Danish acting. In practice, the choice fell on the performance Peer Gynt at the Royal Danish
Theatre.

In addition, it was particularly fortunate that this particular week formed the setting for a film
screening with Donna Haraway at the Cinemateket, the Danish Film Institute. Participants could
register in advance for the recommended performances, which the host made sure to book

and add to the program.
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ARTIST TALKS ON THE ROYAL DANISH THEATRE AND THE DANISH NA-

TIONAL STAGES

In addition to the theatre performances, two ARTIST TALKS were arranged as part of the joint
performative experiences. The aim was to give the participants insight into how both the es-
tablished theatre scene and the independent performing arts function in Denmark. This ap-
plied to both economic and artistic framework conditions.

In connection with the performance Peer Gynt, the Danish hosts had engaged one of the inde-
pendent performing artists of the time, Sabine Thun, who, in addition to her own engage-
ments, is employed as a tour guide and actress at the Royal Theatre. Sabine provided a tour be-
hind the scenes of the Royal Playhouse, one part of the Danish national stage, which encom-
passes the following buildings: The Royal Theatre's Old Stage from 1748, which notably houses
the Royal Ballet - as well as the Playhouse from 2008 and the Royal Opera in the Opera House
from 2005.

16
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Like the Opera House, the Playhouse is located next to the Copenhagen Harbor. The Play-
house has three stages — the Main Stage with space for 640 spectators, the Middle Stage
with space for 200 spectators and the Small Stage with space for just over 100 spectators.




‘)‘\)RE

Yo

Co-funded by * P
the European Union + ‘I_P_'
B —
2 5
2, ke
o € N‘X

THE ARTISTIC TALK ON THE INDEPENDENT DANISH SCENE FOR THEATRE AND PER-
FORMING ARTS

As a further presentation on structures and trends on the Danish theatre scene, dancer Julienne
Doko was invited to give a talk on the general framework conditions for the independent Danish
performing art scene.

Julienne Doko Dance is a company led by Julienne Doko, a French dancer, teacher, choreographer
and curator with roots in the Central African Republic. During the artistic talk, she, showed record-
ings from her own works, including research and performances in Africa. She has also written and
choreographed the Dance Performance: “The Way We”, in collaboration with the Japanese chore-
ographer Kyrie Oda, which all of the week’s participants had the opportunity to attend at Teater
Far 302. The performance can be described as a duet with newly composed music and dance,

where the goal is to work with the interplay between language, body language, identity and narra-
tives.

18
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A CRITICAL REVIEW OF THE COPENHAGEN WEEK

As the conclusion of the Copenhagen Art Week, an evaluation was conducted in the form of an
open roundtable discussion across the participating partners and artists. All participants agreed
that the week had made a valuable contribution and a new milestone in terms of strengthening
the community across the partner organisations and in terms of emphasizing the cohesion that is
the important foundation for the project “Future Narratives for Planet Earth”. Special achieve-
ments were:

o The introduction of the special feedback model, which contributed to an effective and targeted
framework for the feedback process throughout the entire week.

e The thorough dissemination process, where writers and artists across the partner countries
were given the opportunity to present their plans and ideas for the further project process,
which will realize theater performances based on Future Narratives for Planet Earth.

e The inspiring and educational exchange, where all participants gained insight into each other's
plans and were thereby able to collectively be excited about the diversity of artistic approaches
that will collectively characterize the upcoming performances in the project. this also included
the mutual insight into different national framework conditions for theatre production and per-
forming arts.

o The maintenance of a safe space where everyone could go into detail about their plans without
feeling threatened in any way by competitive considerations. At the same time, this was also an
inclusive forum where everyone could feel acknowledged and comfortable with the group's in-
put and reactions. Everyone showed solidarity and gave each other positive attention, regard-
less of whether the artistic process was in its infancy or more advanced with imminent plans
for performances.

o The week's debates and reflections did not focus exclusively on climate issues, but - like the
manifesto - also turned their attention to broader societal, social and cultural issues. Or to put
it another way: the joint artistic exchange certainly did not take place in an "ivory tower", but
on the contrary opened a window to the world and the global situation.

e The interaction between presentations and joint artistic events and artistic talks created a good
variety in the program.

e The physical surroundings were very well chosen as a setting for the week's presentations, and
a little healthy and sugary treat during the breaks was also a good feature.
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At the same time, the participants would point out various opportunities for improvement, which
to a certain extent also reflected the limitations that a tight time frame places on social interaction
in particular. Focus points included:

o It was difficult and somewhat burdensome to discuss the manifesto word for word. However, it
did provide an opportunity for a more free and impulsive discussion of the participants' general
experiences and views on the possibilities of theatre and performing arts in a time of global
threats to both climate and democratic systems.

o Although theatre and performing arts inherently call for physicality and movement, the tight
time frame in the program meant that there was no room for physical exercises. It was a
missed opportunity after so many sedentary days.

« Similarly, despite the intensive joint reflections, there was not enough space for socializing and
"messy times" where people could get a little closer to each other, both individually and in
groups.
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The partnership behind the Future Narratives for Planet Earth project partnership is formed by 7

organisations from different European countries:

UNIT Graz, Austria (Coordinator)
www.uni-t.org

CESIE ETS, Italy
www.cesie.org

mhtconsult, Denmark
www.mhtconsult.dk

Theater Bellevue, Netherlands
www.theaterbellevue.nl

QENDRA E ARTEVE VIZUELE MULTIMEDIA, Kosovo
www.qendra.org

Hessisches Landestheater Marburg GmbH, Germany
www.hltm.de

Het nieuwstedelijk vzw, Belgium
www.nieuwstedelijk.be
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